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Introduction
From the very birth of cinema, we have established that representing reality involves a number of complex technical choices and creative possibilities. This process means to transform event information from a three-dimensional historical world into a two-dimensional visual format. Essentially a film narrative substitutes our continue and homogeneous perception of the never-ending flow of reality for a series of audio-visual discontinued fragments. This is a very artificial and ambiguous proceeding for each filmmaker can produce a different representation of the same event. The world we represent continually remind us that it can be represented in countless ways.
Given cinema's technical qualities representing a historical event may raise issues regarding the credibility or authenticity of the representation for representing an event is not just a question of what it is "real" but also a question of what it is "ideal." Cinema needs to be technically credible to engage audiences' narrative comprehension. This means, on the one hand, to satisfy certain cultural or social expectations. On the other, it also means to overcome specific technical restrictions. It is for this reason that representing an event it is not just a question of what an event is but also of what the event should appear technically to be on the cinema screen.
From the very beginning, first film theories and major scholars have researched and questioned cinema's creative potential and technical restrictions for representing reality. How cinema represents or has represented the historical world defines one of the most crucial debates amongst the different aesthetic and ideological tendencies: the ambiguous relationship between the cinematographic discourse and reality. Throughout history, filmmakers had been searching and developing new strategies for representing reality. This partly results from filmmakers' dissatisfactions with previous forms of representation like in the case of British Free Cinema, Direct Cinema or Cinéma Vérité in relation to Grierson's narrator-orator documentary doctrine. On the other hand, this also results from the filmmaker's desire and need to discover and create new rhetorical forms that fit their vision and experience of reality. There are no rules, or set of conventions which can de-termine the way we represent the world for the possibilities are endless since techniques, forms or strategies vary under the individual filmmaker who applies them. Bill Nichols's (1991) documentary modes confirm that the concept that fits or not to the documentary term is in continuous evolution and in fact, its development depends greatly on the filmmakers' needs to accomplish personal artistic expression. For this reason, different strategies or modes mostly inhabit one another creating new hybrid forms of representation. Conversely, we should also consider that no strategy or principle of narration can guarantee a credible representation. Pedro Costa's, Patricio Guzman's, Roberto Rossellini's, Frederick Wiseman's, Robert Flaherty's, Jose Luis Guerin's or João Canijo's fiction and documentary films breath truthfulness and authenticity, however, it is not their strategies that make their films credible or artistically valuable. It is their creative and technical individual decisions that shape the authenticity and quality of their representations. Nonetheless, whichever strategy filmmakers implement to make their films, the resulting representation of the event is always bound to be personal, biased, manipulative and subjective. Resorting to a specific shot size or recording a particular sound or dialogue implies a personal subjective choice when representing an event. Since we are all individuals, filmmakers can only represent a subjective point-of-view of the world. Thus, cinema is always bound to be highly manipulative and artificial. Film narratives cannot express a tangible objective reality but only a subjective one: the reality of the filmmaker.
For this reason, major scholars when referring to documentary practice, have argued that documentary shares many of the methods and devices used in fiction and cannot be considered as something picked up from the everyday world we inhabit, but rather as something we made-up and created for the screen. They claim that documentary as a term referring to itself as being non-fictional might be disregarding its inevitable fictional elements. The fact is that documentary like fiction must resort to rhetorical figures when representing the world. It is unavoidable, and in doing so, it must make many technical choices, such as lenses, lighting, composition, camera angles or aperture, which automatically imply a deviation from reality. This process is just as manipulative and subjective as in fiction. This is why some scholars and filmmakers have also argued that documentary when representing the world fictionalizes reality.
Methodology
This paper resorts to revising, analyzing and confronting key literature dedicated to the study of documentary, a selected filmography illustrating relevant examples in this discussion, statements from influential documentary filmmakers and scholars and the revision of content chosen from fundamental film theories which have questioned and discussed the role that terms such as fiction and documentary or non-fiction play in representing reality.
Development a) The ambiguous nature of representing reality
Trinh T. Minh-ha's essay, "The Totalizing Quest of Meaning", (Minh-ha, 1993, p90-106) reflects great reservations and skepticism against the socially accepted claim of documentary as a means for representing reality. Since in fact, according to Minh-ha, the word "documentary" unavoidably implies a "truth" claim about the subject which is being represented. Minh-ha argues that documentary, throughout history, has become a privileged medium with the power to capture and represent reality. She argues that it must be questioned on political and philosophical grounds for representation is partly subjected to historical and socio-political contexts and "truth" can be the result of the interest or agenda of institutions or regimes in power.
Rouch, Wiseman, Wexler, Leacock and many other influential filmmakers had defended that their objective in documentary making was to represent the event as close as possible as they experienced it. After long years of making non-fiction films, they all concluded that it was impossible to produce objective representations of reality for each decision is personal and subjective since each filmmaker has a different view on the world. Instead, these highly acclaimed filmmakers often referred to concepts such as "fair" or "just" to justify their decisions when representing a historical event. They have argued that their role in representing the historical world was to be "just." This arguably means to respect the individuality and identity of the characters and events they represented in their films. Nowadays, these terms and concerns continue to be used and referred by contemporary filmmakers when discussing their artistic treatment of reality. This is the case of Filipa César's, Salomé Lamas' . João Salaviza's, João Pedro Rodrigues' and João Rui Guerra da Mata's amongst many other internationally acclaimed filmmakers 1 . However, "fair" and "just" are very ambiguous terms and as subjective as the choices involved in film-making since each filmmaker has their guidelines for respecting the "other." There are no clear references or parameters for representing the world with "justice" since it depends on the subjective opinion and judgment of the filmmaker 2 . Thus, terms such as "fair," "honest" or "just," seem much more questionable and ambiguous, if not impossible objectives to achieve in filmmaking.
We should also consider that if a documentary can be partly the result of the politics or values of a culture, then, so can be the filmmaker's point of view of the world, and therefore the choices involved in representing it. Roland Barthes (Barthes, 1982) , in the Empire of Signs, when reflecting about his writings of Japan, he argued that, when writing, he was unable to step aside from his Westerner's point of view. He stated that the experience of being a foreigner always conditioned his writing of Japan. That point of view was always present. This means that he could not undo the presence of Western culture on his views of the world. This is why he argued that his writings of Japan could only be a reflection on the experience rather than on the "truth" of the content of his texts. This is also why Trinh Minh-ha (Minh-ha, 1982) declares in her film Reassemblage (1982) that she wants to speak "nearby" instead of "about" Africa. This statement directs our attention not only towards how we represent the world but also at the content that we select from the world to represent it. Subjectivity in representing reality begins with acknowledging the fact that our choices and views of the world are inevitably conditioned by the culture we inhabit. We are educated to "think" and to "see" from a perspective according to our own culture and life experience. We cannot undo or disregard who we are as cultural-beings for it is part of who we are as individuals. This social, political and cultural context shapes up to a certain extent our views and knowledge of the world and therefore, our subjective choices in the act of representing it. This means that the same world we represent conditions the way we experience it and the options involved in representing it.
The fact is that documentary, from its very birth, had to resort to ambiguous and subjective rhetorical figures to represent the world just like fiction. For this reason, fiction and documentary have inhabited one another from the very moment the Lumière brothers gave birth to their invention. They have used and shared rhetorical figures and sometimes exploited each other domains. This is why sometimes, fiction films had also been referred to as documentaries like in the case of Flaherty's Moana (1926), Alexander Dovzhenko's Earth (1930) or most Italian Neorealist films. Then again, some documentaries had also been "mistaken" for fiction films like in the case of Mercedes Álvarez's El Cielo Gira (2004) or Errol Morris's The Thin Blue Line (1988).
In the case of El Cielo Gira, Mercedes Álvarez (Lisbondocs, 2005) , on her film's preview at the International Documentary Film Festival of Lisbon in 2005, received several congratulations from the public regarding the "realistic and authentic performances of her social actors." Some members of the audience assumed that her film was fiction and that the characters in her film were actors. However, they were not. They were "real" people. However, Álvarez's technical and creative treatment shaped the narrative content in a "fictional" manner "misleading" some spectators to believe that they were watching fiction instead of a documentary.
Conversely, The Thin Blue Line (1988), a documentary which dramatically re-enacts the crime scene and investigation of a police officer's murder in Dallas, was rejected by the Oscars for the Best Documentary category in 1989 because it was considered to be fictional due to its scripted content. The selection jury interpreted the dramatized and performed scenes as fiction. Errol Morris, through visual re-enacting, presents different visual representations in the narrative of the events in accordance with several witnesses' testimonies. As a whole, these scripted scenes represent a visual "investigation" of the evidence which led to convict the wrong person for murder. The film subsequently played a crucial role in confirming the innocence of the convicted man and in condemning the real criminal. However, these visually enacted situations were, at the time, considered to be fictional by an expert jury.
In the last few years, due to the development of new technologies, initially with video and recently with digital technology, there has been an outburst of new forms for exploiting a sense of documentary authenticity. Highly popular docu-soaps such as Cops (1989) , Survivor (1997) (2018), brought a new edge to the concept of reality representation. These programs combine dramatic reconstruction, authoritative professional commentary, eye witness testimony and an observational filming strategy. Their narratives are presented like drama series using the already popular and established fictional "soap opera" television format.
Conversely, the commercial success of fiction films such as Blair Witch Project (1999) , and more recently, Paranormal Activity (2007), REC (2007) Cloverfiled (2008) and Paranormal Activity 2 (2010), has been based on achieving a new sense of realism in their narratives, by combining documentary conventions with the use of camcorder technology. Furthermore, filmmakers have also taken advantage of various internet channels for promoting their films by providing storyline background information and creating expectations amongst audiences. In the case of Blair Witch Project the market strategy was not based on claiming to be a documentary but on the following underlying premise of the film: "in October 1994, three student filmmakers disappeared in the woods near Burkittsville, Maryland, while shooting a documentary. A year later their footage was found".
In the last few years the effect caused by out-of-focus images, shaky camera movements and pixelated poor quality images, have come to convince audiences of the authenticity of what they see by creating a new sense of film realism. They have set new standards for the representation of reality blurring even further the invisible imaginary line between fiction and non-fiction.
The fact is that both fiction and documentary are equally suitable to represent reality for they are both capable of revealing "truths" about the world we inhabit. Frequently, they exploit each other domains to satisfy the filmmaker's individual needs for artistic self-expression, and they share the same subjective and manipulative methods and strategies to represent reality. Therefore, we should ask whether it is possible or not to draw an imaginary line separating documentary and fiction practice? Is it possible in fact to differentiate one from the other with regard to representing reality?
b) The creative treatment of reality According to Brian Winston (Winston, 2008) , the word "documentary" as an adjective appeared in the English language in 1802. Originally, we can trace it back to the year 1450 as Documentum (lesson), and later to the year 1772 as "document," meaning something written which provides information or evidence. Nowadays, we still refer to the word "document" as evidence. Photography from the very beginning also adopted the status of evidence, and according to Winston, documentary inherited this status as a source of its ideological power in representing the world. As early as 1914 Edward S. Curtis used the terms "documentary material" and "documentary works" to define non-fiction moving images. However, it was John Grierson, in 1926, the first to use the term "documentary" in the English language when referring to Flaherty's fiction film Moana (1926) . In the '30s, the term appeared in the English language to specify the content of non-fiction cinema, and in that sense, it was used to differentiate documentary contents from fictional ones. Probably the most famous definition of documentary is that of Grierson's: "creative treatment of actuality." Grierson's definition automatically implies that documentary is not the "truth" for in assuming that a documentary result from a "creative treatment" inevitably undermines the traditional documentary claim of inspiring believe or authenticity. Conversely, Grierson's definition can equally apply to fiction films since fiction can also be considered a "creative treatment of actuality" when representing re-enacted historical or factual events.
Some scholars such as Michael Renov, Llorenç Soler, Arthur Schlesinger, Michael Chanan or Javier Rioyo have claimed that documentary makes use of form and technique in the same way as fiction. Therefore, the choices involved in making documentaries are just as manipulative and subjective as fiction. For this reason, they have argued that documentary is fiction constructed from the elements extracted from everyday reality. Christian Metz (Metz, 1991, p6.) , on his essay "On the Impression of Reality in Cinema", came to strengthen this view by claiming, that the spectator, when watching a film, is absorbed by an impression of a reality as if "it is happening now" instead of assuming that in fact, it is a reality that "has already been", and therefore a past reality. The portion of reality presented in the film, according to Metz, belongs to another time which is not the time of watching the film. The event only existed in front of the camera at the time of filming, but it ceased its existence just after the camera recorded it. Thus, according to Metz, cinema presents us with an illusion of the real existence of a past event. What cinema shows us is not reality anymore. It is just an impression of reality presented in the form of a narrative. This is why cinema is an art of fiction and narration for in creating the illusion of reality the movie spectator is absorbed not by an impression of "it has already been there" but rather by a sense of "there it is".
Several documentary filmmakers such as Frederick Wiseman, Haskell Wexler, Albert Maysless, Errol Morris or William Klein have indirectly supported Metz's
views by arguing that the subjectivity involved in film making up to a certain extent fictionalize their work. For instance, they have claimed that just selecting a section of a character's dialogue or action to be inserted in a particular time of the narrative is a highly subjective process. A process that cannot guarantee the "truth" of the event but only present a personal point of view. This process transforms the original raw material into a form of fiction. This is why it may not come as a surprise when Wiseman in 1974 referred to his films not as Observational documentaries but as "reality fictions." According to Thomas Benson (2002) , Wiseman has used this term at times to illustrate the unavoidable constructive nature of documentary making. At other times Wiseman used this term to defend that his films do not reflect an accurate reality but rather his experience of that reality. 3 These arguments seem to imply that only non-subjective and manipulative films which do not transform reality can qualify as documentary or non-fiction. From this perspective, everything should be regarded as fiction since manipulation and subjectivity in film making as we have established is entirely unavoidable. Representing a tangible objective reality is not possible in cinema. If this is the case then no longer there is a need for the term non-fiction or documentary. However, why do we need to make use of this term? Is it possible for filmmakers and audiences to represent or discuss reality without referring to fiction and non-fiction? The fact is that fiction and documentary are necessary terms to understand and explain reality and denying the existence of one unavoidably also implies eradicating the existence of the other. It is not a question of establishing whether non-fiction is subjective, manipulative or not. It is a question of understanding what role does this term play in representing and communicating reality.
c) The role of fiction and documentary in representing reality
Spectators view fiction and documentary with reference to a different set of expectations and conventions. Fiction and documentary are terms commonly used by public and professionals alike to identify, discuss, criticize and differentiate content and form in film making. This distinction exists in the very cultural and historical context where films are made and viewed. Noël Carroll (1996) argues that we classify non-fiction films concerning their knowledge claims. Therefore, through classifying narrative content audiences identify or differentiate what is fiction or documentary and producers, distributors or directors make claims about their films' content and technical treatment. A spectator, generally, would not go to see a movie without knowing how it has been classified and therefore without establishing whether it is documentary or fiction.
Furthermore, this classification does not only depend on the producer, distributor or exhibitor for this would mean that they would be deciding what content should be regarded as documentary or fiction. And they do not. They merely provide information according to a set of pre-established codes and conventions, so their films appear identified by the audience as one or the other. It is these pre-established codes and conventions that cues spectators to have a specific position for judging the film content. Therefore, that which the film claims to be will condition significantly how audiences position themselves for undertaking narrative comprehension. For instance, it is considerably different for an audience to regard narrative content about War World II as fiction or a documentary. Regardless of technique and treatment viewers will receive fiction or documentary content about the same subject differently. From this perspective, we can argue that it is society who ultimately judges the narrative content and its artistic treatment.
Therefore, establishing what can be regarded as fiction or documentary seems to be more of a social and cultural phenomenon.
We can argue that both documentary and fiction make claims about reality, but their relationship with the historical world is substantially different. For instance, Saving Private Ryan (1998) presents a horrifying, shocking and "realistic" account of the Normandy Landings in World War II. Witnesses to that tragic event may corroborate the powerful authenticity of its representation. However, an interview with a survivor, with no special effects, revealing his authentic personal experience of the event, predisposes audiences with a completely different perspective regarding the film content. The survivor's account and experience did happen in the historical world we live in. He may refer to friends that died during the event. He will never see them again. They ceased to exist. Families lost their sons forever. His testimony describes a personal experience that cannot be undone for he did survive the horrifying experience of war. There is no fiction narrative that can substitute that. The fiction narrative draws inspiration from that source to recreate the survivor's real tragic experience.
Spielberg's film might be much more poignant and illustrative that the interviewer's speech in depicting the event. However, the audience knows that it is fiction. People in Spielberg's film did not die. They pretended to die during the act of filming. They performed a character's role which bears no direct relation to the event. However, much research was involved in the creation of Saving Private Ryan the film was the product of the director's and other artists' imagination. Spielberg's film does not offer or indicate a direct reflection of a past reality but the survivor's testimony does through his own life experience, and the audience recognizes that through relating his testimony to his past reality.
This does not mean that fiction films cannot reveal inner "truths" about the world. Fiction and documentary are equally suited to represent and make claims about reality. Documentary and fiction are first of all cinema, meaning that they use the same rhetorical means to represent reality. In some cases, fiction can be more appropriate or accurate for uncovering hidden "truths" like might be the case of Errol Morris' The Thin Blue Line. Morris re-enacted several sequences to illustrate how each scene can be equally "truthful" or "untruthful" when depicting past events. These enacted scenes present a perspective about the murder event which he could not have achieved otherwise. Errol Morris, through re-enacting the murder of Dallas police officer Robert Wood, "investigates" what could or not had happened at the time of the murder.
Tongues Untied (1989) by Marlon Riggs uses also enacted scenes to illustrate the problematic personal issues involving black gay identity. Thus, certain concrete aspects of reality are amplified by imagined ones and therefore by addressing the audience emotionally and expressively rather than factually. In Tongues Untied we are invited to experience what it is like to be a black male and gay, attesting to the complexities of racial and sexual relation within gay subculture.
Therefore, resorting to enacting scenes were crucial to satisfying the narrative intentions of these filmmakers. Morris' film had to use enacting scenes to uncover "truths" about past events. The fiction elements in the narrative serve as an effective strategy to investigate the past. The strength of the film lies in fact on the use of enacting. The same applies to Riggs' film. Tongues Untied sets out to make us understand what it feels like to be black and gay in a specific community. Enacting seems particularly well suited to communicate that emotional dimension. However, much enacting was used in their films; they remain documentaries and not fiction. These narratives do not fictionalize reality for enacting means to communicate and explore real-life experience. The scripted scenes serve as evidence of a past reality, the reality of the real-life experience of the characters in their films. Therefore, it is not the strategy or the subjective nature of filmmaking that turns documentary into fiction. This is why fiction films sometimes have been "mistaken" for documentaries and vice versa. Since narrative's authenticity relies on the filmmaker's technical and creative treatment and not on the strategy itself or whether it is fiction or documentary.
Fiction and non-fiction are equally suitable to document the world, but they fulfill different roles in representing reality. It is not a question of claiming "truths" or being "fair" or attempting to be "objective." These are all extremely ambiguous concepts that we cannot achieve in practice even though filmmakers should be inspired and committed to achieving them. Fiction and documentary are terms that serve the purpose of understanding and organizing reality representation in cinema narration. From this perspective, these terms mirror human experience since we all need to know and differentiate in reality what it is real from what it is imagined. We all need to distinguish fact from fiction in real life and in cinema. This is why fiction and documentary serve the purpose of organizing, communicating and understanding the experience of reality into an audio-visual narrative form. Documentary or non-fiction will always refer to that which we know or regard as real in the historical world we inhabit. Therefore, that which exists independently of how we represent it or how we experience it. While fiction will refer to that which we regard as imagined or created by our imagination. Therefore, that which does not exist independently of our own experience or existence.
A documentary, since it is inevitably linked to our experience, predisposes us to a different approach with relation to its claims about the world that is familiar to us. This is why fiction films, when arguing about the historical world, only need to be plausible or believable to engage audiences' attention. Fiction bares no great responsibilities about their claims for they are "fiction." Documentaries must inspire belief and be credible since they speak of, from or about "others" that live in our reality: institutions, cultures or individuals alike. How their subjects appear represented, through cinema's technical qualities, may, therefore, raise ethical, political, social and cultural issues and provoke important debates about the responsibilities of the authors and the events represented.
Conclusion
First film theories had established cinema as an art form. A technical and creative medium which can be used for satisfying filmmakers' personal needs for artistic self-expression or the political agenda of an institution or a regime in power. Essentially cinema when representing the world replaces our continuous and homogeneous perception of the flow of reality for a limited number of discontinued audio-visual fragments. This technical process involves transforming a three-dimensional experience into a two-dimensional audio-visual representation. This is why we can argue that reality when represented it becomes something else. It is another time and another space, and so it becomes another reality in the form of images and sounds. It is a different reality for the world continues to exist independently of how cinema represents it. A character from a film, in the historical world, will grow old and will die eventually.
Conversely, in the film narrative, they will remain visually the same forever "condemned" for all eternity to repeat the same dialogues or actions. Thus, the film narrative content, physically, becomes another reality from that which it represents. Even though cinema does offer evidence of the existence of a past reality the narrative object as such is something else. An object constituted by colour, light, and sound which represents an argument or point of view about a subject. This means that cinema is also part of the same historical world it represents. The narrative film exists within the same time and space frame of the historical world it represents.
It is for this reason that that fiction and non-fiction are necessary terms for audiences and filmmakers to understand, organize, communicate and explain reality and experience. Denying the existence of one of these terms eradicates the possibility of the existence of the other. This also may imply to deny the existence of reality itself or the possibility to understand it and explain it.
First and foremost, both fiction or non-fiction are essential terms for audiences or filmmakers alike to organize and process narrative content and experience. How can a filmmaker, for instance, organize a narrative without knowing, establishing or differentiating one from the other? Conversely, audiences also position narrative comprehension with regard to what narrative claims to be: fiction, non-fiction or a hybrid form of narration. This is why terms such as fiction and non-fiction play different roles in relation to representing reality since spectators regard them with a different set of expectations and conventions. Fiction and documentary are terms commonly used by public and professionals alike to identify, discuss, criticize and differentiate content and form in film making.
For this reason, we can argue that it is society who ultimately judges the narrative content and its artistic treatment. This is why we can argue that fiction and non-fiction are mandatory and necessary terms in film narration and narrative comprehension. It is not a question of choice, opinion or argument. It is mandatory for this distinction exists in the very cultural and historical context where films are made and viewed.
We should also consider that we organize and process human experience by identifying and differentiating that which is real from that which is imagined or not real. This is essential for processing human experience since human beings cannot survive without being able to differentiate one from the other. At the same time, we need to take into account that human experience is the main source to inspire film narration. It is through human experience that we communicate and process reality. This is why we may agree that documentaries and fictions are both the result of human experience and from this perspective representing reality implies precisely representing human experience.
We have already established that cinema can never represent a tangible objective reality since all the choices involved in filmmaking are highly subjective and manipulative. This means that all cinematographic discourse is always bound to be ambiguous. However, we should also ask if a human being can experience a tangible objective reality? The fact is that human experience is unique and as biased, manipulative or subjective as fiction or documentary. Therefore, if we cannot experience an objective reality how a filmmaker can represent one? This is also why we can argue that the same world we represent conditions the way we represent it. The way human beings experience reality condition the way filmmakers can represent it. Therefore, if human experience is bound to be subjective so it must be representing reality.
For this reason, we may argue that the terms fiction and documentary emerge in cinema narration to organize and understand reality. It is not a question of claiming the "truth, being "just" or "objective." It is a question of making reality understood in cinema narration as we experience it in the historical world. Therefore, fiction and documentary play different roles regarding representing reality even though they may inhabit one another and exploit each other domains. They satisfy different needs in understanding, organizing and communicating how reality appears represented in cinema.
The same way human beings need to distinguish fact from fiction in the historical world audiences and filmmakers need to establish what is fiction or non-fiction in narrative forms. This is why we may argue that fiction and documentary serve the purpose of organizing and understanding the experience of reality into an audio-visual narrative form. Documentary or non-fiction will always refer to that which we understand, identify or regard as real in the historical world we inhabit. Therefore, that which exists independently of how we represent it or how we experience it. While fiction will refer to that which we regard as imagined or created by our imagination. Therefore, that which does not exist independently of our own experience or existence.
It is for this reason that we cannot discuss representing reality without recurring to these terms: fiction and non-fiction or documentary. Eradicating one implies the non-existence of the other and the impossibility to understand, communicate or represent reality itself. These terms represent an essential medium to understand and discuss reality and human experience. Fiction and documentary should be regarded and viewed as necessary terms that emerge in cinema narration as a means to mirror human experience's needs to organize, understand and communicate reality.
